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2014, 71711 N7 7w Creep 1'Wil 71NN 0"UDWN
n“D 10/25 ,w2" Y INN1 NVYITUNFN 127 A1YYW 1'1XN
Lines from the song Creep by Radiohead, 2014
Soft-ground, sugar lift aquatint with drypoint, 10/25 cm print size

LR e

n“D 15/20 ,OIN"711"7 710N ,2011 . N1 INRW 117V
Upper left: Garter Belt, 2011, linoleum cut, 15/20 cm print size

n“o 10/15 ,0IN'711"7 710" ,2011 79110 ;"0 117V
Upper right: Profile, 2011, linoleum cut, 10/15 cm print size

n“D 20/15 ,DIN"711"7 71NN ,2009 ,0°N1TN 07710 (7NN 1INNN
Bottom left: Red Sandals, 2009, linoleum cut, 20/15 cm print size

n“o 15/20 ,0IN'711"7 71NN ,2011 ,0'77171°0 ;"N INNN
Bottom right: Cinderella, 2011, linoleum cut, 15/20 cm print size



n“D 20/25 ,0IN711"7 7IN"N 2018 ,"Y"ID '7'D "N 1770l 1NN n“D 20/25 ,0IN'711"7 1N'N 2018 ,"U™ID '7'D "N AT T'0il 1NN
From the series I Feel Pretty, 2018, linoleum cut on paper, 20/25 cm print size From the series I Feel Pretty, 2018, linoleum cut on paper, 20/25 cm print size
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n“D 20/25 ,0IN711"7 7IN"N 2018 ,"Y"ID '7'D "N 1770l 1NN
From the series I Feel Pretty, 2018, linoleum cut on paper, 20/25 cm print size
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n“D 20/25 ,0IN'711"7 1N'N 2018 ,"U™ID '7'D "N AT T'0il 1NN
From the series I Feel Pretty, 2018, linoleum cut on paper, 20/25 cm print size



n“0 100/210 ,N27YnN A7*10Y ,2010 ,112'UD™ Y - M7NY WI17Y
Three Dresses - Triptych, 2010, mixed media, 100/210 cm



n“D 24/18 1210 NUI'UTIN 11¥N ,2012 ,]™ ¥AN2 170w
Wine Dress, 2012, sugar-lift aquatint, 24/18 cm print size
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n“D 24/18 ;1210 NNt 127 ANVY 1*1¥N ,2012 ,0°0D OV Y10
Striped Ribbon, 2012, soft-ground, spit-bite, sugar-lift aquatint, 24/18 cm print size



n“D 20/20 w1 U™INN 2014 77 7w Nan nra? n“D 20/18 ,71271 ANMYY 1*1¥N 2012 .2 N7NY
To be Coco’s Daughter, 2014, drypoint, 20/20 cm, print size Dress 2, 2012, soft-ground aquatint, 20/18 cm print size



n“0 30/22 NIIITUNITNT W71 127 1YY 1'71¥N 2011 ,0°11"172 n“0 30/22 011N ,2012 ,17NY
Nylons, 2011, soft-ground, hard-ground, sugar-lift aquatint, 30/22 cm print size Dress, 2012, monotype, 30/22 cm print size
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n“D 20/18 11201 1210 MUTUNFN 171¥N ,2010 ,1 17nY
Dress 1, 2010, soap-ground, sugar-lift aquatint, 20/18 cm print size

n“D 20/20 W2 U™INN ,2014 ,110"0 7¥W Nan n'a7
<t To be Simon's daughter, 2014, drypoint, 20/20 cm, print size




30/22 ,Dmu1Nn 2012 ,M1dwW NNy
Layered Dress, 2012, monotype, 30/22 cm print size

n“D 36/20 1M 71¥NAINT 1210 NUIYIN 27730 ,2016 ,1 YA 10 INRY
Left: Oh Bridget 1, 2016, sugar-lift and spit-bite, 36/20 cm print size

Nn“D 36/20 ,i1"M 1XNIM1 1210 NUITUNFTN 1*1¥N ,2016 ,2 UA"12 170 :1'N°
Right: Oh Bridget 2, 2016, sugar-lift and spit-bite, 36/20 cm print size
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n“D 25/20 w2 YNNI AW ANy 173N ,2016 U312 177y
Upper: Bridget, 2016, hard ground and dry point, 25/20 cm print size

n“D 10/25 ,wa" Y INNT NUI'UNFN 127 ATYY 11XN ,Creep, 2014 n“D 18/20 "M AXAIN AW{T ANMYY 11¥N ,2012 ,1U7"W0 "7V :]INNN
Creep, 2014, soft-ground, sugar lift aquatint with drypoint, 10/25 cm print size Bottom: Stiletos, 2012, hard-ground, spit-bite aquatint, 18/20 cm print size
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n“D 20/25 ,Awj7 AMMYY 11N ,2010 ,1 MTIAN 0701 n“D 50/70 ,7"1 7V "NwWyN Y1 ,2010 ,MAa1N 0"7v]
Lost Shoes 1, 2010, hard-ground aquatint, 20/25 cm print size Golden Pumps, 2010, industrial paint on Paper, 50/70 cm



n“0 70/100 ,7"1 7V "NwWyN Y1y ,2010 ,"7w-0"7V10-N7 17y n“D 32/20 ,i1"M {1NAINT 1210 NUIYTN 271¥N ,2016 ,1 1777170 INRY
Upper: Not-My-Shoes, 2010, industrial paint on Paper, 70/100 cm Left: Cinderella 1, 2016, sugar-lift and spit-bite, 32/20 cm print size

n“D 19/28 ,1120 NUIVIN 171¥N ,2010 ,0D17D-D"7D :INNN n“D 32/20 "M 71XNINT 1210 NUIYNIN 173N ,2016 ,2 171710 "
Bottom: Flip flops, 2010, soap-ground aquatint, 19/28 cm print size Right: Cinderella 2, 2016, sugar-lift and spit-bite, 32/20 cm print size



1°0 D1 11 7Y OINY711'7 71N ,2018 - 2017 11°1°2 11D N7 1IN 1770 1NN
From the series Death will not do us part, 2017-18, linoleum cut on chinese joss paper




n“D 20/25 ,0IN"711"7 710N ,2017 133 ANNY TN TAN N1IU7 0°W1 17707 1NN n“D 20/25 ,0IN"711"7 71NN ,2017 ,1"UANND :N1IYT O'W1 7171700 71NN
From the series Little Women: Tagid toda sheata gever, 2017, linoleum cut on paper, 20/25 cm print size From the series Little Women: Baambatya, 2017, linoleum cut, 20/25 cm print size



n“D 20/25 ,0IN"711"7 71NN ,2017 ,i711°D VN :N1IY7 0'W1 771700 ATAN| n Ny
From the series Little Women: Mot Pinuk, 2017, linoleum cut, 20/25 cm print size From the series Little Women: Mot Pinuk, 2017, linoleum cut, 20/25 cm print size
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worships masculinity in its various manifestations, particularly its militaristic iterations. WWomen as an
object of consumption, as a product, as an object of disrespectful conduct, are “pumped” into our
veins at all hours of the day, reminds us Shahal.

Shahal’s choice of linoleum cut prints as the medium of her works brings to mind the phrase coined
by media scholar Marshall McLuhan: “The medium is the message.” The women cut in Hagit Shahal’s
linoleum cut prints echo the violent cutting of women in society, day after day, hour after hour. Shahal
exerts symbolic violence against rampant violence — see the number of women murdered in Israel
these days. The violence, the brutal tearing of the mask, exposes the ugly reality behind the curtain of
the glamorous facade.

The choice of linoleum cut prints as a medium gains another layer of meaning when Shahal talks about
the cuts and bleeding she endures while working with this challenging artistic medium. It seems that
“cutting hands” is a multifaceted metaphor, setting the creative process as a performance of sorts.
The mutilation of the female body is a familiar modus operandi used in protest by many famous female
performance artists, from Yoko Ono to Marina Abramovi¢. Similarly, we also see correlation between
women living in a patriarchal space and depression, masochism, and a desire for self-uglification.
Practices of self-inflicted pain are understood against the backdrop of social reality: “l do it to myself
before you will do it to me” or — as a cruel, terrifying, reflection of what is done to me, with the aim of
holding a “perfect mirror,” one that can no longer be denied.

Radical body artist Kathy Acker defined works of art involving the use of violence on the body as
a “geography of no language.” Shahal’s works have no words, but the words are bubbling from
them. The cuts are “the wounds in the social-political reality of our lives full of violence, injustice and
pain. Radical body artworks imitate and echo this reality, thereby inviting viewers to be accountable
witnesses.”® Shahal also invites us to be accountable witnesses. Militant feminist art since the 1970s
outlines the link between how women are represented and the scarcity of canonical women artists,
as Guerrilla Girls posters cry out: “Do women have to be naked to get into the Met. Museum? —less
than five percent of artists in the modern art department are women, eighty-five percent of the naked
drawings are of women.”

Do women have to be beautiful/naked/silly/sexual objects to enter the visual torrent that surrounds
us?

In contrast to the prevalent trend in the artworld, where in recent years the disciplines of design
and decoration invaded the realm of art — from the inclusion of designers as distinguished “gallery
artists” to the transformation of art fairs into de facto design fairs, feminist art remains committed as a
beacon of resistance to existing social order. Shahal joins this honored tradition, and it seems that this
exhibition presents a distillation and refinement of her various exhibitions to date.

1 John Berger, Ways of Seeing, UK: Penguin Books, 1972.

2 Ibid.

3 Hanna Freund Shartok, “Art on the Knife: The Ontological and Moral Status of Radical Body Art,” in Pain in the Flesh: Representations of
the Bodly in Sickness, Suffering, and Jouissance. Eds. Orit Meital and Shira Stav. Critical Mass series, Beersheba: Ben Gurion University
and Kinnert, Zmora-Bitan, Dvir Press, 2013, p. 168 (in Hebrew).

4 Guerrilla Girls group was established in 1985. They received a moving tribute in the 2005 Venice Biennale, as part of the Arsenale n“D 20/25 ,0IN"711"7 1NN ,2017 1712077 10T 11N :N1IY7 0'W1 717700 71NN
exhibition curated by Rosa Martinez. From the series Little Women: Tnu zman lehitkonen, 2017, linoleum cut, 20/25 cm print size



women are more diverse in their physical appearance, and they constantly change throughout
their lives: they, for example, age... Therefore, in order to maintain a certain degree of compatibility
between them and the images, women have to subject themselves to the perpetual “labor of
beauty,” which includes starvation diets and sometimes life-threatening plastic surgery.

Images of beauty have an adverse effect on all aspects of women'’s lives: their attitude to their
bodies, their sexuality, their employment possibilities, and especially their consciousness and
freedom of choice. As women broke more legal and material barriers, images of female beauty
around us became more strict, demanding, and cruel... Today more women have money, power,
control, and legal recognition than ever before, but in terms of how contemporary women feel
about their body, they may be worse off than their grandmothers, who were not liberated...

The “myth of beauty” is expressed in a series of engravings and monotypes in which Shahal
portrays skirts, dainty lace dresses, frilly fringes, flimsy tank tops, high heels, and ballerina shoes
- seductive feminine items that lure the coveting masculine gaze. In another series titled “Death
Will Not Do Us Part,” Shahal uses sheets of bright red and gold Chinese joss paper, on which
she prints feminine images that are also directly linked to the “myth of beauty”: lipsticks, makeup
brushes, mirror, stiletto shoes, a woman’s hand with manicured nails — images that according to
Shahal, follow every woman to her grave. Sometimes these pieces of paper depict a cup of coffee
or a kitchen knife — alluding, perhaps, to the perception that a woman's place is in the kitchen.

This series is presented in a display table with transparent Perspex cover, a display that simulates
a view of a woman's symbolic “tomb,” immediately bringing to mind the importance of these
objects in her life. The use of Chinese joss paper offers a Western interpretation to the Chinese
tradition of burning joss paper printed as bank notes at funerals, as a symbol of the assets that
the deceased accumulated in their lives.

A natural extension of these images is found in the series “Little Women,” consisting of linoleum
cut prints on pieces of textile. In this series, the artist examines the nature of women’s role
in contemporary TV commercials. In most cases, these roles present them as nothing but a
seductive and attractive “receptacle.” The choice to print advertising images of women on a shiny
textile that imitates snakeskin, pointing to the sexist/vulgar fashion trend of cheap synthetic fabrics
(that sometimes also imitate crocodile or leopard print) associates the women in the ads with
the image of the femme fatale — who seduces men with her beauty and then devours them like
a wild animal, and at the same time also links them perfectly with crafts like sewing, traditionally
associated with femininity.

The feminine, active, and poignant expression in Hagit Shahal’s works in this exhibition is another
link in a chain of female artists whose works have been featured in exhibitions in Israel and around
the world since the 1970s. Exhibitions aimed at focusing and generating discourse surrounding
notions like body, sexuality, feminism and at re-examining women-men relations.

1 Jane Gallop, Thinking through the Body, New York: Columbia University, 1988.
2 Naomi Wolf, The Beauty Myth: How Images of Beauty are Used Against Women, New York: W. Morrow, 1991.

Cutties: On Hagit Shahal’s Works / Dr. Ketzia Alon

A woman soaking in a bubble bath. When was the last time you saw a naked man splashing in a
bubble bath? Women fighting for the right not to sit at the table’s corner, in fear that they will not get
married for seven years. When was the last time you saw men fighting for this “privilege”? A woman
excitedly getting ready for a repairman’s visit, deliberating what to wear. When was the last time you
saw a man excitedly getting ready for a repairwoman, contemplating what to wear for the occasion?
When did you last see a repairwoman in a commercial? Women talking about a new kitchen in a silly
tone and juvenile expressions. When did you ever see men infantilizing themselves? The campaigns
of Perfect Line, Goldstar (“Thank God You’re A Man”), Tornado, Jerusalem Post Lite (and the likes)
invade the intimate space of our living room, day in, day out. “No more,” says Hagit Shahal, who is
trying to forcefully pull back the curtain of bright colors and illusions of the commercial, and present
us with a series of black and white linoleum cut prints, wiped and stripped off of the “glamorous
sexiness” of the commercial.

What is the real commodity that ads wish to sell? What is the actual consumer product here?
English classes, air conditioners, beer, kitchens, all turn out to be nothing but a thin veil for the
real consumer product: preserving the existing patriarchal social order, which relentlessly reinstates
women’s inferior status and places them as a constant object of gaze. John Berger’s famous book
“Ways of Seeing” (1972) stated that “men act and women appear.”! The gaze of a man, accustomed
in seeing, watching, and surveying the other, is not the gaze of a woman. “A woman must continually
watch herself. She is almost continually accompanied by her own image of herself,” wrote Berger.?

It seems that the micro-scene in which model Rotem Sela tries to “look good” for the air conditioner
repairman (!) takes Berger’s words to a grotesque extreme. Shahal’'s work captures the situation
with clarity. Sela’s face is distorted — the black mouth flows, the eye as though spills out, the look is
terrifying. Sela is depicted like a battered woman. To completely shatter the fabricated photogenic
image, in the work, Shahal accentuates Sela’s pudgy fingers in total contrast to the thin, manicured,
beringed fingers — a repertoire considered essential in a society that regularly places women as
objects of visual pleasure. The many linoleum cuts in the work give the clothes the look of striped
“prison clothes,” echoing the bars of the prison.

Shahal’s strategy of “deliberate uglification” is also employed in a piece based on an ad for English
classes. She turns the face of the beautiful “American girl” into an image that brings to mind a frame
from a comic strip, and its various manifestations in art — from Andy Warhol to Roy Lichtenstein.
Shahal infuses a sense of terror and fear into the hackneyed image, while the entire scene is devoid
of any saccharine sweetness of the kind found in abundance in the ad. Another artist with whom
Shahal forms a dialogue is Cindy Sherman. In her famous works, Sherman seemingly extracts a
scene from a “movie,” presenting us with narrative compression from an excerpt that reflects the
character’s past and future. While Sherman directs the scenes, which are in fact not taken from
any movie but rather wish to imitate movie stills, Shahal performs this very act, following the micro-
scenes that flash one after the other on the mesmerizing television screen. Shahal puts under the
artistic lens a composition that alludes to previous events. What is the movie from which the images
are taken? The movie of our life, the real movie of our life.

The story that we, women and men, choose to tell ourselves every day is that we are living in a
feminist society and that the concepts of human dignity and equality are the undisputable values
that guide our reality. It is easy for us to ignore the heavy patriarchal baggage in Israeli society, which
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The Problematics of the Feminine Experience / Orna Fichman -
Raanana Municipal Curator

In her seminal 1988 book “Thinking through the Body,”" feminist scholar Jane Gallop writes that for
centuries, women have been defined by their bodies, and received a double message: men admired
them for their beauty and they, in turn, changed themselves to fit the norms of this world, while at the
same time, they were also deemed to be superficial and obsessed with their external appearance.

Hagit Shahal’'s body of work presented in this exhibition demonstrates this problematics of the
feminine experience, as well as its representations, which unfortunately still prevail in Western and
local culture to this day. Shahal portrays a wide range of critical, subversive, defiant, overt, or covert
expressions that try to defy patriarchal hegemony.

A series of linoleum cut prints titled “Double Trouble” depicts women who are restricted in different
ways: by narrow skirts, in high stiletto heels, bound in corsets, in fishnet stockings fastened with
garters and so on —elements that hinder their free and easy movement. The images are accompanied
by the line “What do you want?” — sometimes in its entirety and other times fragmented. The answer
to this question may be found in another series of prints by the artist: “I want to be what men want
me to be or what men want me to look like...” Which will undoubtably be followed by the thought: so,
what does this say about me...? Is my role as a woman simply to fulfill their fantasies, which demand
me to have (as Shahal etches in her works): “a perfect body,” “a perfect skin that will make him cry,”
“to look like an angel,” and with all these requirements, to also still maintain a “healthy mind?”

The linoleum cut prints series “Skewered” portrays pole dancers at a strip club. The dancers are
faceless, they are an object of sorts — the object of the male gaze, an object of consumption —
whose sole purpose is to heighten men’s sexual arousal. Their limbs are wrapped around the pole
or sprawled at its feet in seductive poses. In this dance, the dancers follow the image of a worldview
that assigns them as women a place of degradation and discrimination.

’ o«

This perception is underscored by Shahal in linoleum cut prints that bear the dancers’ “stage name,”
which she chose from an American website of stage names that are particularly popular among
men. These include names associated with luxury cars (Mercedes, Lexus), gems (Jade, Opal,
Crystal), innocence and vulnerability (Bambi), and also Olga, Anastasia, Maria, Destiny... Through
these “stage names,” each dancer establishes a dialectical relationship with those watching her: on
the one hand, she appears on stage almost completely naked; on the other hand, she manages to
remain anonymous in her fictitious name. And so, the dancer performs an act of both pathetic and
tragic seduction.

In her book “The Beauty Myth,”2 Naomi Wolf argues that “beauty” as a normative value is the product
of mere social construct, and that the patriarchy determines the content of this construct in order
to uphold its domination. “The myth of beauty,” maintains Wolf, states that there are absolute and
universal physical criteria for “perfect” female beauty, and moreover, it produces cultural images
of this beauty and reproduces them relentlessly. The fact that these are images, and that they are
projected and printed in the media as immutable and uniform, is very telling of their fictitious nature —
and so it follows that we are not talking about “beauty” but rather about the “myth of beauty.”

According to Wolf, images of beauty are exacting because they demand of women to match them
completely. Such compatibility is impossible, at least not for long, because, unlike images, in reality



Hagit Shahal
Hey, gimme a smile
The Municipal Art Gallery in Beit “Yad Labanim” Raanana
March - April 2019
Curator Raanana Municipality: Orna Fichman
English translation of texts: Maya Shimony
Texts: Orna Fichman and Dr. Ktzia Alon
Photography: Rami Zarnegar
Design and Production: Massof Advertising, Kfar — Saba
© Allrights in the catalogue reserved to The Department of
Culture, Youth and Leisure, Raanana Municipality and to Hagit Shahal
Email: hagit.shahal@gmail.com
Website: www.hagitshahal.com

n“D 20/18 W2 UTINM TUIVYNFN 271N ,2012 71N VD N2 TNV
On the previous page: Blue Bow, 2012, sharpie aquatint, dry-point, 20/18 cm print size

Hagit Shahal

Selected Solo Exhibitions

2019 Hey, gimme a smile, Raanana Municipal Gallery, curator: Orna Fichman (cat.)

2018 | Feel Pretty, Artspace Tel Aviv, curator: Nir Harmat

2018 Friday the 13th, Artspace Tel Aviv

2017 Little Women, Tel Aviv Artists’ House, curator: Nir Harmat

2015 Self-Portrait, Levinsky College of Education Gallery, Tel Aviv, curator: Arie Berkowitz

2015 Creep, exhibition wall, Artspace Tel Aviv, curator: Nir Harmat

2015 Faded Lovers, Office in Tel Aviv Gallery, curators: Irit Levin and Rachel Sukman (cat.)

2011 Double Trouble, Apart.Art Gallery, Tel Aviv, curator: Rotem Ritov

2010 Through Beauty, duo exhibition with llona Ahron, Tel Aviv Artists’ House, curator: Irit Levin

2010 Dowry. Inspiration, Stern Art Gallery, Tel Aviv, curator: Nir Harmat (cat.)

2009 Who'’s Who, Micky Tiroche Fine Arts, London

2008 Israel through Portraits, the National Museum of Slovakia, Bratislava, curator: Tanya Sternson (cat.)

2008 Cartography; Scale 6.2:1, Art Wall Project on the fagade of the Tel Aviv Artists’
House, curator: Nir Harmat

2006 Seeing Me, Seeing You, Montefiore Art Gallery, Tel Aviv, curator: Irit Levin (cat.)

2003 French Manicure, Sara Erman Gallery, Tel Aviv

2000 New Works, Sara Erman Gallery, Tel Aviv

1997 Oil Paintings, Neve Tsedek Gallery, Tel Aviv, text: Talia Rapaport (cat.)

1993 Ornaments, Nelly Aman Gallery, Tel Aviv

1992 Qil Paintings, Arsuf Art Gallery, Rishpon, Israel, text: Gideon Ofrat (cat.)

1988 Drawings, Sara Levi Gallery, Tel Aviv

1987 New Works, Gordon Gallery, Tel Aviv

1985 Paintings, Sara Levi Gallery, Tel Aviv

1985 Paintings, Jerusalem Artists’ House, Jerusalem

1984 Galerie Jean-Pierre Lavignes, Paris

1984 Portraits, Tatrama Gallery, Tel Aviv

1983 New Works, Sara Levi Gallery, Tel Aviv

1975 Works on Paper, Debel Gallery, Jerusalem

Selected Group Exhibitions

2018 Women Painting Landscape, Tel Aviv Artists’ House, curators: Dr. Ruth Markus and Ruty Chinsky
2018 Hanky & Powder Puff, Nulubaz Cooperative Space for Contemporary Art

2018 Law and Art, Israel Supreme Court in Jerusalem, curator: Dr. Orna Yair

2017 9 X Artist Wall, Artspace Tel Aviv, curator: Nir Harmat

2017 The Double Mirror, Beit Rosentalis, Jaffa, curator: Irit Levin

2016 9 X Artist Wall, Artspace Tel Aviv, curator: Dalia Danon

2016 Body of Work, Artspace Tel Aviv, curator: Galit Rauchwerger

2016 Then and Now, Sara Erman Gallery, Tel Aviv

2015 Flowers, Sara Erman Gallery, Tel Aviv, curator: Mira Cedar

2015 Woman - Many Faces, Raanana Municipal Gallery, curator: Orna Fichman (cat.)
2015 Following Collections, Yavne Art Workshop Gallery, curator: Irit Levin (cat.)



Hagit Shahal
Hey, gimme a smile

The Municipal Art Gallery in Beit “Yad Labanim” Raanana

Gty
i i

117 0" 7'

MUNICIPALITY OF RAANANA

/36> 49 mayn NM7an

N291 V1D ,NIDN 2N MmNy NINKY N2 Ayl 01y T






